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Foreword





Not a huge amount of people in the music industry believe this, or go along with it – and rarely do you hear it said – but inmy view, music, as with most of the arts, is a 'service' industry. Many religions and teachings believe that there is no higher calling for man than to serve others – and possibly, subconsciously, that may be what draws so many people to participate in and (if they are lucky enough) make a living from the arts.


So in music – from the composers (whether it be their melodic or lyrical content), through to the musicians' performances, the producer's choices/decisions/inspiration and motivation, the record companies, and even the final link in the chain, the media (radio presenters, etc) – the hope and desire of everyone involved in a piece of music is to 'move' the listener. To stir emotions in the human spirit – whether these are happiness, sadness, memories, passion, love, enlightenment and ideally, tingles down the spine – these are the hopes of music creators. So as a creator in this great chain, you get back what you put in – and more!


How apt, then, that PWL Studios became nicknamed 'The Hit Factory', as we relate to the word 'factory' as somewhere that produces or manufactures goods to serve people. Many people criticised us at PWL (Pete Waterman Limited) for churning out similar-sounding, manufactured, cold, sterilised pop music, that was easy to make, uninspiring and didn't deserve to be successful or to last any length of time. I believe that there was passion in abundance in every record that came out of PWL and this is what Pete Waterman (PW) believed at the time, preached at the time and still says today – i.e. that the success was down to the passion that everybody at PWL put into the music. Clearly, we defied those people, not only lasting for a whole decade of successful music-making, but to now be revered as the only UK-based music group, so far, to emulate the success of Tamla Motown in America.


Many of you may have read the autobiography by PW, 'I Wish I Was Me' (Virgin Books, 2000, ISBN 1 85227 900 1) and maybe you have also read 'The Hit Factory, The Stock Aitken Waterman Story' by Mike Stock (MS) (New Holland Press, 2004, ISBN 1 84330 729 4). My book will give you a 'factory floor' view of events, as I was part of the large team of recording and mixing engineers, technical assistants and administrators that supported Stock/Aitken/Waterman (SAW) during the heady days of success in the 1980s. There is a brief outline of myself pre-PWL in the introductory chapter, and an explanation of the pre-PWL studio work done at The Marquee Studios in 1984 during Chapter 1. Other than that, Chapter 2 onwards concentrates on 'The Hit Factory' days from 1985 at PWL Studios in London. PWL Studios was nicknamed 'The Hit Factory' in the mid-1980s after it began achieving so many hits. I should emphasise that it was a time of, in the words of (PWL Managing Director) David Howells, “FUN, FUN, FUN” for everyone – and the atmosphere from day one at PWL Studios was fantastic, and I hope this book reflects that. The cartoon included in the book was sketched by Jimmy Cauty of the group, Brilliant we produced, and later (more famously) The KLF. It gives a flavour of the kind of humour around PWL Studios in the early days of 1985. This was the team that steered us through from 1985 to 1986. After that, various people came and went, as described throughout this book.


In PW's autobiography, it took getting through eight chapters before we got onto the SAW/PWL story. MS's book (much like this book) was set around the SAW/PWL period and his aim was to 'set the record straight'. I haven't set out to do that here. I've concentrated on getting everything in chronological order, partly because MS and PW's books don't really seem to do that – they flit around all over the place with their various stories about the events and the artists, and mainly because a chronological order seems to me more logical for the reader to follow. Also, I've set out to give a different view to what we get in MS and PW's books, because obviously a lot of things went on between SAW that none of us will ever know about. I think the view from someone else within the company, like me, gives a general feeling of what it was like to be a part of the team, which all of us were – from SAW, the tea boys, and assistants, to the teams in the offices that were backing up all us studio workers, and at many times, also driving us forward. MS, Matt Aitken (MA) and PW were the ‘generals’ and we were all the ‘foot soldiers’…


xxx Phil

















Introduction





I’m the epitome of the well-known arts saying, ‘Identify your passion. Make it your profession. You will never have to do a hard day’s work in your life'. I was 16 years old, straight out of Eastbrook Comprehensive School in Dagenham, Essex, with five GCE O-levels and a determination to succeed in music. My school careers officer thought that I was mad and that I would have no chance at all of securing a job in a recording studio or anything else in the music industry. Nevertheless, he sent me into London for a number of music studio-related interviews, a video production studio, then a company in Wardour Street that made cables and connectors for studios and PAs. The interviewer at the second place thought that their job may be a bit too technical for me, but he kindly mentioned that the recording studio behind them was currently looking for a tea-boy/trainee assistant. I phoned the studio as soon as I got home and went back in the next day to be the 20th and last person to be interviewed for the position. Later that day, at home, I got a call from Gerry Collins, the studio manager who had interviewed me, to say that I had got the job! I couldn't believe my luck and jumped at the opportunity to start the following week in July 1973 at The Marquee Studios (see 1.01 in the Technical Section). It had a tiny, anonymous, back-street entrance with no name above the door, just '10, Richmond Mews'. It was situated next to the back entrance of The Marquee Club, where bands and roadies would unload their equipment into the club for gigs. The club itself was dark and dingy with a filthy, chewing-gum-covered floor – in fact, a classic rock and roll club of the 1960s/1970s, where stars like The Rolling Stones through to U2 first made their name. It was very daunting at first and I was bemused by the whole set-up, but I soon managed to get the hang of what was needed, making tea, coffee and running errands initially. I thought at the time that a grounding as a recording engineer would stand me in good stead in my quest to be a successful recording artist. By 1981, that quest had been driven out of me after being in a string of unsuccessful bands, the last one of which ended up in New York with no deal and no money!


Somehow, throughout the 1970s, I managed to hold down the job as trainee engineer, or as Gus Dudgeon1 liked to call us, 'tape jockeys'. I made tea for the likes of Elton John, David Bowie, Marc Bolan, Kiki Dee, Status Quo and many other 1970s acts. The first session I ever worked on alone in 1973 (having shadowed the other trainee engineers for a couple of weeks) was the recording of 'Dancing On A Saturday Night' by Barry Blue. I remember it well, partly because I was so nervous as a 16-year-old, and partly due to the responsibility. Geoff Calver was engineering the session I believe, with Gerry Shury and Ron Roker producing. (Barry Blue was being given his first chance as an artist and songwriter, having previously been mainly a session musician and singer, and later went on to be a well-known songwriter and producer after quite a successful career as a pop artist).


One of The Marquee's main clients was record producer, Gus Dudgeon – a bespectacled, flamboyantly-dressed, suave and sophisticated person, whose presence in the room was enormous and always felt by everyone around him. His strong character and production style was a big influence on my early way of working with artists and bands. By 1975, Gus had become a partner in Elton John's record label, Rocket Records, and was therefore quite influential with some of the acts that were signed. That same year, Rocket Records signed a Dutch jazz-rock group called Solution, and during the summer, we were in the middle of mixing their album, 'Cordon Bleu'. Gus's regular engineer, Phil Dunne was a vibrant eccentric character who was a big influence on me during my assistant engineer training, in its third year by now. Phil would turn up for sessions in a full suit and colourful bow tie as though we were still in the 1960s and at some kind of art exhibition. We all dearly loved him! After the first few mixes on the Solution album, Phil fell ill and at short notice someone had to take his place at the mixing desk. At that time, there were three of us assistant engineers at The Marquee Studios – Steve Holroyd, a guy called Bunny and myself. There were also three other in-house engineers – Geoff Calver, John Eden and Will Roper. Normally one of the other engineers would step in, but Geoff was busy on other sessions, John Eden was busy elsewhere and Gus didn't want to work with Will Roper. The studio director, Simon White (related to the famous White's drinks family) was a charming, well-spoken man with neat short dark hair and always impeccably dressed in a suit. He ran the studios very fairly and efficiently and asked Gus if he was willing to have one of us assistants step into the role of mix engineer. Herein lies the dilemma! Steve had been there the longest, followed by myself and then Bunny. However, for various reasons, Bunny had worked hard ingratiating himself with Gus and other clients, as well as with the senior management of the studio. He had managed to get himself promoted above Steve and myself to 'head tape-op', thereby putting himself, he felt, in the rightful position to be asked to step in as mix engineer for these sessions. By this time, Gus had noticed Bunny's tactics in getting himself promoted ahead of Steve and myself and had therefore decided that he didn't want Bunny engineering the Solution mixes.


Instead, he said to Simon White that he would be very happy to complete the album mixes with Steve engineering for him. This delighted Steve and myself, we were the best of friends and Steve had very much taken me under his wing and taught me a lot both professionally and personally, so I was absolutely delighted for him to get this break in his career. I assisted during the first day with the first mix Steve did. I believe I may have assisted on a morning 10am to 1pm recording session with Geoff. (Many sessions were exactly three hours long in those days to match the Musicians' Union ruling that session musicians had to be booked in blocks of three hours at a time). I then set up and assisted for Steve and Gus from 2pm onwards.


The problem was that I was due to finish at 7pm, as I had been in since 9am and I also had a rehearsal room booked in the East End of London for the band I was playing with at the time. Bunny was therefore on the rota to take over from me at 7pm and carry on assisting Steve and Gus throughout the night. Bunny hadn't turned up by 7pm and Steve and Gus could see that I was itching to leave for my band rehearsal, so they let me go. At about 9.30pm, I got called out of the rehearsal room to say that there was a phone call for me in the office and to my surprise, it was Steve from the studio. He said, "Phil, you're not gonna believe this, mate, but Bunny hasn't turned up and we just finally tracked him down on the phone and he says he's not coming in! He refuses to assist someone that he's just been promoted above". Steve and Gus were close to the stage where they were going to need a third pair of hands to complete what was turning out to be a complex mix and Gus didn't like to use the computerised automation on the MCI mixer because he didn't trust it and had had too many problems with it on previous sessions. So, there was no choice but for me to abandon my rehearsal and go back into the studio to help the guys. By the time I got back to The Marquee Studio, it was past 11pm and we were all hungry, so I went out and brought some food in for us. None of us could believe Bunny's attitude (or his ego, as I now realise) and how he had let everybody down by refusing to come in and assist on the session. Clearly he felt that it was below him! So we got back down to work and by something like 8am or 9am the next morning we finally got the mix completed to Gus's satisfaction.


There were two factors as to why it took so long. Firstly, most of the Solution songs were six or seven minutes long and musically quite complex – and secondly, Gus was a perfectionist and would keep going time and time again until everything sounded the way he wanted to hear it. Gus was a tremendous influence on me and I admired his perfectionism in the studio. This particular mix was actually great fun to do because mixing in that way in those days created a really good team spirit and all the way down to the tea boy (me), you felt that you had a part to play towards a great piece of art. So, as we're clearing down and readying ourselves to go home and get some much needed sleep, Gus turned to Steve and myself and said that he was going to wait for studio director, Simon White, to arrive and explain to him what had happened with Bunny and how it had affected his session. He was angry! Within five minutes of Gus talking to Simon, Bunny was called up to the office (Bunny had arrived at 9am to cover my morning shift) and within five minutes of that, he was fired! There's a lesson there somewhere.


By 1977, I had become an in-house sound engineer and my first paid session was recording the winner of the UK TV talent show, 'New Faces', Berni Flint. I was incredibly nervous, but the song we recorded, 'I Don't Want To Put A Hold On You', reached No. 3 in the chart (April 1977). I was also playing keyboards and latterly bass in quite a few different bands around the London gig circuit at this time. The bands ranged from the country rock-influenced Second Avenue, through to The Ramones-influenced Haircuts, who eventually went to New York and became Louise And The Creeps.2


I worked as an engineer for PW at The Marquee Studios as early as 1977, just after I had finished training and had begun to engineer on sessions, as described above. I would describe PW at this time as having a loud persona, with a strong Coventry/Midlands accent, slightly overweight and was quick-tempered. His presence and energy would quickly fill a room and his inspiration and motivational skills could leave you energised and fired up for days. I remember overdubbing vocals for PW with Jimmy Thomas on the J.A.L.N. Band record, 'I Got To Sing', for Magnet Records (No. 40, September 1977). Jimmy was a very charismatic session singer, who had previously been a backing vocalist with the Ike and Tina Turner Review. Jimmy and I became very good friends and did quite a bit of work together after this session. It was the first time I had come across the idea of editing lots of different sections together, with different overdubs coming in and out in order to create an alternative and extended running order to that originally recorded. Eventually, we turned a three-minute 7" single into a six-minute 12" single, one of the first 12" releases to have hit the street. Little was I to know then what a big influence that way of working and PW would have on my career in the following decade.


I went on from there to engineer on many dance records, such as 'Knock on Wood' by Amii Stewart throughout the 1970s disco boom and eventually got drawn into the late 1970s Punk scene, engineering the recording of four tracks on the 10" 'Black Market Clash' album for The Clash, as well as mixing with them their single, 'White Man At Hammersmith Palais'. There are so many stories I could recount from my days working at The Marquee Studios between 1973 and 1985. One of them would be whilst engineering on these Clash recordings.


Although the band had been in the recording studios quite a few times prior to these sessions around May 1978, it was clear to me after setting up for the recordings with the whole band set up in the studio area, that Mick Jones either wasn't too fussed about his electric guitar sound or wasn't aware that it wasn't set very well for the recording. So, as there was no producer present, basically the band were producing themselves, with me engineering on my own from the control room. Generally, in those days, the producer of the session would sit in the control room alongside the engineer at the mixing desk, flitting between that room and the studio, depending on whether he wanted to talk to the band face-to-face or just use the intercom system. I took it upon myself to go into the studio to have a listen from out there (generally good engineering practice from the start of the session) and decide whether to change the amp settings or the microphone positions. Mick was playing away at full blast and didn't seem to understand my mimed suggestion about changing the Marshall amp settings. So, being the brave youngster that I was, I started to have a fiddle to improve the sound. Mick's reaction was to raise his guitar above his head and threaten to bring it down across my head! Luckily, he had a smile on his face and was obviously joking, but for a split second I thought I was in trouble. The session went on really well from there and we all got on great and the four songs turned out really well. The songs I recorded for the 'Black Market Clash' album were 'Pressure Drop', 'Time Is Tight', 'The Prisoner' and 'Armagideon Time'.


I also engineered and mixed the first Killing Joke album (self-titled), including the single 'Requiem', with no producer present. When I went on to engineer Toyah Wilcox's early success with 'Four From Toyah' and the 'Anthem' album, which contained her biggest hit, 'I Wanna Be Free', I finally began to earn a small royalty (a share of record sales, explained later in the book) from the generous producer, Nick Tauber who appreciated my creative engineering contributions.


After that, I took off to New York, for what turned out to be a final bid to make it as an artist, playing bass and co-writing songs for Louise And The Creeps2 with my mates, Dave Dale and Mick Hanson. Dave was an intense character with a cheeky, boyish face and straight, spiky hair. He was an ex-mod and Romford skinhead from the 1960s – always laughing, yet, when the in-depth layers came through, immensely serious about music and art. Mick was another Romford character, of Greek origin on his mother's side and therefore with strong Mediterranean looks. He was, and still is, a great lead guitarist with a very individual style who once played in ex-Sex Pistol Glen Matlock's band, The Spectres. Louise was a strikingly beautiful and slim redheaded ex-model who was a very good vocalist and extremely artistic. The wonderful Stan Shaffer, a very successful American fashion photographer who was keen to get into the rock and roll business, managed us with Louise's boyfriend, Sherwin Ross. Unfortunately, it didn't work out.


I went out to America with the full intention of committing 100% to the project and the band. I made four trips to New York during 1980 and my last trip there, at the end of 1980, lasted for three months. It was all a bit crazy and traumatic, with a lot of fighting between Stan and Sherwin that eventually led to Louise leaving the band to be managed by just Sherwin and the rest of us staying with Stan and acquiring a new singer called Joni Peltz, who was a great and typical USA rock singer in the style of Pat Benatar. I loved living in New York and have been back many times and feel very 'at home' when I go back there. Eventually, the money behind the band from Stan and his financiers ran out and they wanted us to sign quite a bad and extreme management contract to carry on. We debated this amongst ourselves for many days and decided that we weren't about to 'sell our souls to the devil', so we rejected the offer and split up. Mick and Dave decided to stay in America and still live there, playing music and producing music for other artists to this day. For me it felt right to head home, plus the fact that I had to leave on a certain date because when I went back into America on that fourth visit, I was held at immigration for 6 hours and eventually Stan came and bailed me out with a bond for $2,000 that would not go back to him unless I left by a certain date in January 1981. I was happy to head back home, to be honest, and leave the madness behind me at that time. Also, I was still hoping that my girlfriend (and future wife), Frances, was still patiently waiting for me back in the UK.


Fortunately for me, Simon White at The Marquee Studios back in London, had given me an extended leave of absence in 1980, which allowed me to go back there and take up my position again as in-house engineer. It was from that point, in early 1981, that I decided to give up trying to be a successful recording artist and concentrate instead on becoming a successful recording engineer and record producer. My life from that point began to change rapidly…




1 Gus Dudgeon produced Elton John, Kiki Dee, Solution, Howard Werth and many other acts during the 1970s (see www.myspace.com/gusandsheila)


2 Louise And The Creeps were signed briefly to CBS France in 1979. The members were Louise Robey (Vocals), Dave Dale (Guitar), Mick Hanson (Guitar), Martin Broad (Drums), Phil Harding (Bass). Five tracks were produced by Patrice Fabien at The Marquee Studio, but never released. There are plans for a Louise Robey Anthology containing these tracks, on iTunes and hopefully CD.




















Chapter 1


Pre-PWL Studios, 1976-1984





I think it's worth briefly covering these years up to the start of PWL Studios, as it will give an idea of how it all came together. It will also clarify for people the fact that the early SAW records were not done at PWL Studios.


I was still one of the in-house engineers at The Marquee Studios during this period. It's worth making a few more comments, from my point of view, about PW's character and persona and how he came across to many people in the industry at that time. As I have said, I first met PW on the J.A.L.N. Band session in 1977 whilst he had a job as an A&R man with Magnet Records (Artist and Repertoire, which means signing the artists or songwriters either to a record label or publishing company and then choosing their songs). The next time I met him was very briefly in 1978 at the offices of music publishers, Martin & Coulter, who were a songwriting and production partnership that had had huge success in the 1970s with The Bay City Rollers. They had signed Ian Curnow and myself as songwriters to a one-year publishing deal on the strength of a set of songs and productions we had done at that early time in our careers (Ian was 20 and I was 19). Ian was a blond-haired, ebullient character – always easy to get on with and an absolute music and technical equipment fanatic. From the day I first met him at a gig in East London when a mutual friend introduced us, we hit it off as friends straight away and even after our first failed attempt as songwriters and producers, we always remained friends and stayed in touch. Ian lived in Hornchurch, very close to where I was in Rush Green, Romford and he had studied at The Royal College of Music to piano grade 8 level, and is one of the most talented keyboard players and music programmers in the UK and still working to this day in the pop world.


Ian and I were sitting having a meeting with the Martin & Coulter A&R guys, Richard Gillinson and Bill Martin, when suddenly in bursts this robust, boisterous northern guy who was reporting back to Bill about a promotion he was doing for a record they were publishing called 'Automatic Lover' by Dee Dee Jackson. He was wearing a bri-nylon shirt, thin tie and dodgy suit like an encyclopaedia door-to-door salesman. It seemed to me that there was obviously some dodgy promotion being instigated by this guy and Bill was very pleased with the results! Bill introduced us and it turned out to be PW! Richard Gillinson was a smooth-talking business operator who was very middle-of-the-road in his musical taste and his dress sense. His boss, Bill Martin, was a streetwise Scot with steely blue eyes that stared right into you. Their offices, situated in Alembic House, had a fantastic panoramic view over the River Thames to the Houses of Parliament from the south side of the water. Their top floor neighbour was the author, Jeffrey Archer.


PW was considered by many in the industry in the late 1970s to be a great fun, bubbly, enthusiastic 'go-getter'. Nothing was ever too much for him to take on and his enthusiasm for music was clear to see. In fact, I remember being shocked one time, whilst visiting Peter Collins (PC) in his tiny bed-sit flat in Dean Street (almost opposite The Marquee Studios), when he told me that PW had got so frustrated with the music industry that he had thrown in the towel. He'd started working on a building site because, having discovered The Specials (a Coventry ska reggae band that went on to have many big hits in the 1980s on their own record label), he then lost control of them to another manager and it was all getting too much for him. This was, of course, before the success of Loose End Productions. PW then appeared, whilst we were having this conversation, covered in dust and dirt from his day at the building site. He had clearly temporarily lost control and sight of where his future was going – but after a few more visits to PC, he would soon get back on track with the music industry. PC was a brilliant pop producer, a great guy, with a beard and always with a smile on his face. He smoked the occasional cigar and his outlook on the music industry was to 'get the job done, earn decent money for it and have a good time whilst doing it!'


I worked on quite a few projects with PW and PC during the late 1970s and early 1980s. Their partnership as Loose End Productions had been very successful, working with acts ranging from the rockabilly band, Matchbox and the Birmingham reggae band, Musical Youth – through Tracy Ullman, The Lambrettas, Roman Holiday, The Belle Stars, The Piranhas, Matt Bianco to Nick Kershaw. PC was always fully credited as producer and PW was his manager and production company partner, as well as holding down a job as A&R for MCA Music at the same time. PW's then-assistant, Suzy from Brighton, was absolutely fantastic and, like many of PW's future assistants, did a brilliant job of both running his chaotic office and holding his life together. MCA allowed PW to run the Loose End Production business from the same office, as it gave them access to picking up publishing from the various productions going on. The working relationship of PW and PC was such that PC would always be in the studio doing the traditional producer's job of guiding the musicians and artists through the various stages of recording songs and also, together with the engineers, making sure that everything is sounding technically and creatively as good as it possibly can. (Often this is done after consultation with the artist's record company A&R person and the artist's manager once the songs are chosen and before going into the studio.) In the case of PW and PC, that consultation process would have been largely led by PW, who would then filter that information to PC, knowing how PC would plan a session. PW therefore would regularly visit the studio session after finishing at his office at MCA Music in the early evening, to make sure that everything was running smoothly for PC and to be an extra set of fresh ears for the productions going on. Often PW would be able to creatively hear what else needed to be added to the record or even removed to make it fit the remit of the record company and management. Usually, this was very useful to PC and although it could also be creatively frustrating, in my experience it usually worked out to be a positive and productive process.


Amongst the PC productions that I engineered for him in 1981 were the mix of The Lambrettas hit, 'Poison Ivy' and the recordings towards the Tygers Of Pang Tang's album, 'The Cage' at a residential studio in the north of England. I had wondered, at the start of that year, whether I would pick up enough work to survive as an engineer as I had handed my main Marquee engineering gig of working with producer, Nick Tauber over to our top assistant, Simon Hanhart. It was clear that Simon was doing a great job for Nick and I really had to put myself out to get work from other clients like PC and PW. I also managed to get some work with Adrian Lee (ex-keyboard player with Toyah's band) who had signed a deal with DJM Records as an artist and was making his debut album, 'The Magician'. Adrian was tall, with long dark curly hair and the ability to set the room alight with his brilliant musical visions and ideas, as well as his tremendous keyboard ability and great musical talent. He was an early exponent of the Roland Jupiter 8 synthesiser and the early Roland sequencers.


I always looked forward to seeing PW and remember how he helped me tremendously in 1983, the one year that I went to MIDEM (an international music conference held at the end of January each year in Cannes). PW introduced me to many UK and international record company and publishing A&R people there, including Eddie O'Laughlin from New York-based label, Next Plateau with whom, via Loose End Productions, I made a deal for a production that I had done at The Marquee Studios called 'Turn It Up' by Canute. PW had a flamboyant taste in clothes that always made him stand out in the crowd. I believe his favourite that year was an all-leather, matching red bomber jacket and trousers. Loose End Productions had a good year in Cannes in 1983 and they used David Howells' (future Managing Director of PWL) villa up in the hills to throw a great celebratory party that I attended. Later on this became a great tradition at PWL – whenever there was a big achievement, or a great year had passed, a party was thrown to celebrate. And why not?


Basically, things were ticking along quite nicely for me when, one day on the way to a session with PC, he told me that PW had lost his job with MCA Music and it was going to jeopardise their partnership in Loose End Productions, as PW needed that MCA income to survive. I thought little of it at the time, but it wasn't long afterwards that the shocking news of their split came to light. One of the reasons that caused the split between PW and PC was that during the recording sessions for the second Musical Youth album, which PC had chosen to record in the USA, PW decided to go over and sit in each day on the sessions in the recording studio. As I have already described, this was not their usual working relationship, and the result of PW being constantly present was disastrous. PC was unable to operate to his normal work routine and found PW's constant comments and interference both detrimental to the working flow of his normal sessions and negative to the outcome of the second Musical Youth album. It was the final straw for PC and he told PW that he could not work that way, nor carry on working together with him. It kind of left PW in 'no man's land', but I knew that such a determined guy would not find any difficulty getting going again. The PW/PC partnership ended in 1983, and PW set about building a new team around him – only this time, I think he was determined that he wanted to share the limelight more by getting co-production and, as it turned out, co-writing credits.


He soon did this by taking up the kind offer from Dave Robinson at Stiff Records (for whom PW and PC had delivered many hit records, such as Tracey Ullman and Alvin Stardust) of an office within their building in Camden Town, London. Dave was a convivial Irishman, with a broad accent and a larger-than-life character, who could charm the birds off the trees. He had a great talent for spotting a hit and unearthing new talent. PW hired Nancy, daughter of Nik Kershaw's manager, Micky Modern, as his assistant and he soon got some projects rolling. Nancy was an attractive girl, with a very strong south London accent and was always laughing. She was incredibly patient with PW, but didn't always have the most eloquent phone manner, which, whilst it used to make PW laugh, also frustrated him at the same time.


It was at this time that MS and MA went in to see PW in his new office at Stiff Records to present their idea for a new project. This meeting is also referred to in MS's book and PW's autobiography. Meanwhile though, PW had the idea to get Lamont Dozier over from America to do some writing and production with him. Most of that was done across something like a four-month period, mainly with myself engineering, at The Marquee. Lamont was a Motown legend from the songwriting team, Holland-Dozier-Holland who were Tamla Motown's hit songwriters for acts like The Four Tops. He was softly spoken and a frighteningly good singer, who always impressed the artists when he sang down the studio talkback to convey how he wanted the singer to deliver a certain line or vocal phrase. The period when Lamont came over (early 1984) was generally unsuccessful, apart from the song 'Invisible' being written for, and recorded by, Alison Moyet (No. 21, January 1985). Lamont then returned home to America after a few months, as the prospect for more work with PW seemed unlikely at that time. What it did do though was allow PW to spend a fair bit of time at The Marquee Studios and get to know everyone there. Arranger and musician, Richard Myhill came in on a number of these sessions to help PW and Lamont, even co-producing on a few of the tracks. Richard was a talented musician and a typical music industry arranger, with an easygoing manner and great musical communication skills. He wasn't really tuned into the type of pop music that PW wanted though. I think PW became quite comfortable with The Marquee Studios and would eventually be offered an office there once the SAW success began to flow.


Once Stock Aitken Waterman (SAW) had formed as a team in 1984, the first record they made (which was mainly recorded at MS's own studio, but finished and mixed at The Marquee) was 'The Upstroke' by Agents Aren't Aeroplanes. It was a Frankie Goes To Hollywood-influenced Hi-NRG (this acronym stands for 'High Energy' and is normally associated with Eurobeat up-tempo dance records that appeal to the gay music scene) dance track, aimed at the gay market and promo released by Proto Records (to come out on RCA Records commercially). Proto was run by Barry Evangeli, a short dark-haired Greek Cypriot who was fanatical about dance music. It got support from John Peel at Radio 1, but the promotion team were unable to take it any further due to a lack of daytime radio support. I believe it did do well in the clubs, though and it only got to No. 93 in the chart (May 1984). Interestingly, in my diary, I have the clients for the session named as PW and Pete Ware – no mention of MS and MA – though it was a little confusing to me at the time as to who was who on the session – all four of them were there for the mix. It was quite clear that MS and MA were the producers and Pete Ware had programmed most of the keyboards. He was there to explain what the keyboard parts were doing and was on hand to replace any required keyboard parts – all of which adds up to being an equal producer, hence the rather confusing credits were:




“Written by P Ware/M Aitken/M Stock


Directed by Pete Ware/Mike Stock/Matt Aitken


A Pete Waterman Production”





At this point, I should briefly describe MS and MA as they were when I first met them. MS was blond, well-spoken and his excellent lyric writing and keyboard playing would always be spot on for the required job in hand. MA was wonderful, with his Mancunian accent and northern sense of humour, whose excellent musicianship, programming skills and guitar playing would as often frustrate as fascinate and knock you out. Pete Ware was a skinny blond guy who was over-enthusiastic and often over-opinionated in the studio control room, but nevertheless, a good keyboard player and programmer who filled the role needed by MS and MA at that time.


In those days, PW had the idea in his mind that a record producer was like the director on a film, hence the 'directed by' credit. Then, as he had pulled it all together, he classed himself as the equivalent to a film producer, hence the final credit for PW. MA & MS didn't like this, but went along with it for a while. PW thought he was going to change the way everyone in the music industry would get credited on records – but all it did was confuse everybody, especially the music industry trade magazine, 'Music Week', who printed the charts and all the credits each week. I don't know why Pete Ware didn't remain part of the team – maybe PW felt that three of them was enough (SAW) and that Pete Ware was only a keyboard session player. As it was, he was soon to be replaced by Mike Gill, who came in on the clear understanding that he was a keyboard session player on a session musician fee only. Mike was of average build with short dark hair and softly-spoken. He was always willing to try out anyone's ideas on the keyboards and the Fairlight CMI and he was a brilliant and professional programmer and an excellent addition to the team.


It was somewhere around this time that PW and Nancy moved out of the Stiff Records' offices and into the Proto Records office in Kentish Town Road, Camden. The next record by SAW turned the corner for them. Barry Evangeli at Proto had just signed the drag queen and film star, Divine, and PW and Barry found the song, 'You Think You're A Man' (see 1.02 in the Technical Section) written by Geoff Deane (ex-Modern Romance). Geoff had slicked back hair and was a very sharply-dressed, fashion-conscious songwriter and singer who only came into the studio once to hear what we had done with 'You Think You're a Man'. While I was mixing both the 7" and 12" at The Marquee, I just had a gut feeling that this was going to appeal big time to the gay club scene and just might have enough to it to break through to the masses. After a hilarious Top Of The Pops appearance by Divine, both the record and the careers of SAW really took off when the record hit its chart peak of No. 16 in August 1984. The same credits appeared on the Divine record as on the Agents Aren't Aeroplanes record – 'A Pete Waterman Production, Directed by P Ware/M Aitken/M Stock'.


Next up was Hazell Dean, also for Proto Records with a couple of big records 'Whatever I Do (Wherever I Go)' (No. 4, August 1984) and 'Back In My Arms (Once Again)' (No. 41, November 1984), that this time SAW wrote as well as produced. Hazell was always bright and bubbly, with short styled hair and was incredibly professional as soon as she stepped in front of the microphone to sing. I didn't engineer those records because, even in those early days, I was starting my career as a producer as well and was doing sessions at that time, producing Norma Lewis 'The Fight', Jackson Moore 'If It's Love That You're After' and Reward 'Strangers This Time' – as well as engineering the rest of the first Matt Bianco album, 'Whose Side Are You On', which they were now producing themselves, as they felt they could do as good a job as PC, after the first two singles. The Hazell Dean sessions at The Marquee were engineered by other in-house guys like Simon Hanhart and mixed by George Chambers (who worked at The Workhouse Studio in Old Kent Road).


Those sessions were followed by the second, and now classic album, 'Youthquake' from Dead Or Alive for Epic Records (an imprint of CBS Records). PW did a great job to 'get the gig' for the lads. It turned out that the band had heard the Divine and Hazell Dean records and had said to Epic and their manager, Martin Barter that they wanted whoever produced those records to produce them – because that's how they wanted to sound.


By this time it was September 1984, and Dead Or Alive were well and truly installed in The Marquee Studios with all of their equipment, as well as the ever-growing array of equipment that was owned by PW. This included an early version of the Fairlight CMI Sampler/Sequencer (see 1.03 and 4.12 in the Technical Section), ably run by keyboardist/programmer, Mike Gill - and the PPG Wave synthesiser (see 1.04 in the Technical Section) – both of which were very exciting and new to the scene, not to mention being incredibly expensive and huge investments for PW (The Fairlight alone cost around £30,000). I was booked to be the recording engineer as well as the mix engineer, because Dead Or Alive and Epic Records were deemed by PW to be big clients for SAW at that time and he wanted the sessions to run smoothly and be as professional as possible. I mainly only mixed the previous SAW records as I was busy on other sessions and PW was happy for other engineers to take care of the recording work.


It was during these sessions that the much-accounted story of the 36-hour mix of the big No. 1 hit, 'You Spin Me Round' took place. It was very much so, even in those early days, that a regular pattern of work between SAW was established. It took the format of something like this – everyone would gather at the studio at about 10am, PW, MS, MA, myself and assistants etc – the maintenance engineers would already be on site. The artists would be invited to arrive around 11am or after, giving SAW a chance to plot the day and catch up on other news and events that PW may have had in the pipeline, etc. It would be decided what the plan would be musically and creatively for the day, what stages would hopefully be achieved by the end of the day and then basically, PW would leave the studio and allow the rest of us to get on with it. He would go to his office or off to meetings, taking care of business for the projects already delivered and the projects to follow, whatever was being worked on at the time.


In the studio, we would generally order in a late breakfast for anyone that hadn't had time before arrival (usually MA!) and we would order sandwiches around 1-2pm to be eaten in the studio whilst we took a quick break, often over video games in the tiny lounge that was just alongside the control room of Studio 1 at The Marquee. On the particular day in question, finishing 'You Spin Me Round' was obviously the plan. A fair bit of overdubbing was still required to complete the record and Mike Gill was on hand for final samples and overdubs. We had worked the record pretty much from the band's original demo and sequences but had played them in using mainly the PPG wave synth and the Fairlight CMI (retaining a few of the original Roland sounds). The tricky thing on this project was that the band had a keyboard player, Tim Lever, and bass player, Mike Percy, whose parts had been redone by MS, MA and Mike Gill, leaving the band members very little to do other than listen and express their opinions. The same went for the drummer Steve Coy, whose parts had originally been programmed by him, but subsequently replaced by MS and MA. My memory is that the band, being from Liverpool, were very outspoken, and as soon as they heard something they didn't like, they would say so, which used to infuriate MS and MA on a daily, even hourly, basis. At this stage, we were well on the way to having the first four tracks for the album recorded and nearly ready to mix. It was clear to all that 'You Spin Me Round' was a great contender for the first single and that we should finish and mix this track first in order to vibe up the record company and the band's manager.


In my view, and many other recording engineers and producers would agree with me – it's not a good idea to start mixing a record that you've been recording on the same day. For some reason, the mentality of everyone involved is quite different on a recording day to that of a mixing day and combining the two rarely works well. The main reason for this is that, as an engineer, you want to start a mix feeling fresh, not tired after a day's recording, even if that day's recording is leading up to the final dubs before a mix. Nevertheless, everyone seemed determined that we should be looking to mix this track by the end of the day. At around 6-7pm, we had the final overdubs finished, after plenty of arguments between the band and MS and MA and we were moving towards setting up for the mix. At this point, and I don't remember what triggered it, a full blown argument erupted between MS and MA on one side and Pete Burns and Steve Coy from the band on the other. Something needed to give and thankfully PW walked in through the door before it got too silly and potentially physical. PW spoke privately to MS and MA, and then privately to Pete Burns and Steve Coy. Pete Burns openly accused PW of landing him with "a couple of East London barrow boys masquerading as producers" (surely behind MS and MA's backs). Just the sort of witty and scathing remark he used to make! PW eventually decided to send them all home while he and I stayed on to finish the mix for everyone to review in the morning. It cooled the scene down and off they all went at about 8pm. Pete Burns was tall and slim and at that point, with long, dyed black, curly hair. He was always outrageously-attired, sometimes in women's dresses, always with full make-up and a broad, but wonderful Liverpudlian accent. His presence would always fill the room – he could never keep quiet and always demanded to be heard. Often very funny, no matter how scathing he got, he was always very likeable, unless you got on the wrong side of him and then you were in for a tongue-lashing!


Fourteen hours later, PW and I had fought off tiredness and technical problems throughout the night. The Marquee's technical engineer, Mike Picking, had had to come in from Southend (where he lived) at 3am to fix the desk! Mike was an easygoing character who was often stubborn in his job, but still kept everything working for us. He liked a beer – same as all of us Essex boys. PW and I had put together a blinding 12" mix that basically blew everyone's socks off the next day. First, MS and MA (when they returned at about 10am), then the band (at midday) and finally, Martin Barter and the band's management (who came in at about 1pm). Job done! Everyone happy, first single in the bag (it went on to be SAW's first UK No. 1 production) and together, the band and SAW were given the green light by Epic and the management to carry on and complete the whole album. It turned out to be the groundbreaking 'Youthquake' album, successful on both sides of the Atlantic and also around Europe and Asia. (Gold in the UK, reaching No. 9 – and No. 31 in the USA, selling over half a million copies). It felt from that point onwards that there was no turning back and the SAW steam train was on a roll.


It's worth briefly explaining the PW/SAW way of putting together a 12" extended mix because, unlike normal convention, in those days we would not mix the 7" first – we would mix and edit together a 12" club format. Typically, a one minute intro that starts with just drum beats (for DJs to mix into) then building with various instruments to reach a climax by about one minute to introduce the vocals (often the chorus first), leading into verse one of the song. From there, we would let the song build naturally from the verse, to bridge, to chorus, back to verse two, bridge two, chorus two – then instead of a middle eight (traditional in pop songs), we'd go to a DJ club breakdown. This would typically be just drum and percussion beats again for eight bars or more, allowing DJs to exit the record at this point if they wanted to mix into a different song. From there we would bring in various instruments and maybe vocal samples for about a minute, which would climax back into the song, usually a stripped down chorus that would then build through to an outro breakdown (about a minute later) that would again eventually end up as just drum beats for DJs to mix into their next record.


PW has never confirmed it to me verbally (maybe because I've never been brave enough to ask him) but many of us wondered if he had a hearing problem at this time, maybe caused by all the early DJ work he did, who knows, but he would usually have to work in the studio at very high monitoring levels. Even in these early days, I think MS, MA and myself nicknamed it 'Waterlevel', which was generally as loud as the main large monitors would go without causing instant ear bleeding to all in the room. Artists used to love it. So did the managers and A&R guys. For the rest of us, it was both painful and dangerous. It was somewhere late in 1984 that I went for my regular ear test, which The Marquee Studios kindly paid for on behalf of their staff. For the first time in ten years of tests, my results showed a dip at the mid-high end, around 6 KHz (see 1.05 in the Technical Section). I knew this was the result of two things – the harsh-sounding Eastlake monitors (see 1.06 in the Technical Section), which were in The Marquee downstairs studio (where I did most of my mixing work with SAW), plus the levels that PW would want to listen at for long periods of time. Luckily I was to have an input as to the choice of monitor speakers for the forthcoming PWL Studio and was very aware that I would choose Urei speakers (see 1.07 and 4.31 in the Technical Section) that would be more 'ear friendly' and wouldn't cause myself and others further ear damage. I have since managed to maintain that 1984 loss, without further loss to my hearing. One can never repair or regain a hearing loss – you can only hope to maintain it by being more careful and continuing to have regular hearing tests, which I do.


I've also got some quotes here from SAW session keyboard player, Mike Gill, about his time at PWL…


“Early involvement…


I joined up with PWL in early 1984, as a result of an introduction by the would-be manager of the band I was in at the time. He knew MS who, together with MA, was looking for someone to play keyboards and program some of the fledgling computer instruments of the time. They had been working with PW for a short while and had released 'You Think You're a Man' which had become a hit for Divine.


I was in my early twenties, still living at home, with no transport and for about the next year, I worked with them on some early hits and several flops both at MS's Abbey Wood studio and various London studios, eventually settling in at The Marquee, before PW bought the South London building which we all moved into in 1985.


MS's studio was beneath his house and he had an old 24-track tape machine and an analogue mixing desk. In today's terms, we would do as much pre-production and writing work there, sometimes with the artist, before going into the main studio to record the single or album, depending on the job. The facilities were basic and I remember the tea towel had a life of its own! Every evening, MS would disappear upstairs to have his tea whilst MA and I would have to settle for fish and chips from the local chippy.


Rags to riches…


Times were tough and money was tight – with working hours from 10am to 10pm, (plus an hour in the pub), six days or sometimes seven days a week. MA usually acted as my chauffeur, dropping me off home after the pub.


I remember on one occasion – I was at MS's studio, whilst MS and MA were in London, and a burly man from the Electricity Board turned up to turn off the electricity. As no-one was at home above the studio, he couldn't get in – so eventually he gave up and left.


On another occasion, as the early success started to trickle through, a couple of shady looking characters turned up at the Abbey Wood studio. MS had previously been signed to them as an artist, and at the first sniff, they came to see what they could get out of it for themselves. I think they were later dispatched in court.”


(Note from Phil: The story behind this is recounted in MS's book. I knew very little about what was going on, but it's not an unusual music industry tale to hear that once someone is successful and making money, someone else from their past comes out of the woodwork and says, 'Hey, we had a contract together, where's my share of what you're making now?')


“Pattern for future success…


The intense work completed in these early years really was the blueprint for PWL's later success. A good example was Dead Or Alive. I think we first met them around October, maybe early November 1984, at The Marquee Studios. There'd been a chart success for the single 'Whatever I Do' (Hazell Dean) – and the intention then was to complete her album. However, Dead Or Alive wanted the same Hi-NRG production on their next album, so we basically did the two albums at the same time. We would do Dead Or Alive during the day at The Marquee, then (mainly) myself and MA would go back to Abbey Wood for the evening and record Hazell Dean, while MS finished off at The Marquee.


The speed at which we worked also surprised many artists. 'You Spin Me Round' (Dead Or Alive) was essentially finished in two or three days, with a few bells and whistles thrown in on top. I remember the band couldn't believe how quickly it had all come together. The whole album was finished by Christmas 1984.


Looking back…


I'm pleased how PWL became a monster success story, and that I had a small part to play at the beginning. I learnt a lot then, as well, which has helped me later on, so I've no complaints".


Not long after completing the 'You Spin Me Round' sessions for the 'Youthquake' album, Dead Or Alive were under pressure to go and promote their new sound to the media and their fans. In those days, The Hippodrome Club, on the edge of Leicester Square in central London, was both a popular club with the public and also a popular choice for bands to showcase their new material to the music and media industry 'movers and shakers'. So it was decided to take a break from the album sessions and do a one-off showcase for Dead Or Alive to present their new SAW-produced tracks, of which there were only four songs completed, at that stage, of the album. It was very much a performance that we also felt was important – and as nothing had been released yet, SAW and myself were asked to supply a quarter-inch stereo backing track tape for the band to perform to, so that the gig would sound as good as possible. This meant that basically, the singer, Pete Burns, would be singing the lead vocal live, with his backing vocals and 'DT' (double-tracked) vocals being on the backing track tape for support – the other three band members would be miming their instruments. This would pretty much guarantee a great sound, a great show and hopefully good reviews and a good vibe generally going around the media, in preparation for the release of the first single 'You Spin Me Round'. There were various 'themed' nights at The Hippodrome at that time – for instance Monday night was gay night and Thursday night was a very chic, mixed-crowd night called 'Frisby Fox', which was often difficult to get into. During the Thursday afternoon, while MS, MA and myself were at The Marquee Studios working on the other Dead Or Alive tracks for the album, the band had gone to The Hippodrome to rehearse for the evening. I'm told that the sound engineer at The Hippodrome running the rehearsals and the show hated the band. There was a wonderful stage in the middle of the dance floor at the club which was on hydraulics and could spectacularly rise from underneath the floor, creating a superb effect, with the band appearing as if from nowhere, all set up and playing as the stage rose. After we don't know how many runs, the engineer announced to the band that everything was looking and sounding good and he was happy to stop the rehearsals, as he was ready and satisfied. Pete Burns wanted one more run through and the engineer refused. In a typical Pete Burns manner he said "right, we're leaving", which later became a well-known catch phrase in the Proto Records office where PW was still based at this time. Someone from Epic Records phoned The Hippodrome to speak to the band to see how the rehearsal was going and was told that the band were not there and had walked out!


At this point, all sorts of people started to go into a panic – the record company, the band's management, etc, etc. It was our intention to go down to the evening's performance to show our support for the band. Somehow, everything got smoothed over from the afternoon's problems and I was very much looking forward to hearing our mix of 'You Spin Me Round' in a club atmosphere and sound system, because this is exactly the scenario that PW and myself had mixed it for – and the track being blasted to an enthusiastic club crowd is exactly the 'picture' that you have in mind whilst mixing in the studio. So, in a very buoyant mood, we all pitched up at The Hippodrome in time for the performance that evening, including the wives and partners of SAW. The sound of the records being played prior to the show was fantastic and the light show that began as the Dead Or Alive music started and the band rose from the ground on The Hippodrome dance floor was also fantastic. But there was one major problem! The sound of our track was awful. Really bad. It sounded like it was being played through a sock. MS and myself immediately knew what was wrong and I went running over to the sound engineer, who took some time to get to and it was difficult to get his attention. Basically, because of his dislike for the band, and the afternoon's arguments, he had deliberately turned the tape round to the side that is not meant to be played (professional analogue tapes are one-sided for the purpose of playing quality audio). It is an easy mistake to make sometimes and at the time, we had no idea if this was a deliberate or genuine mistake (deliberate we suspected). We finally got his attention, but before we could get him to understand what we were trying to say to him, the tape untwisted itself and the sound hit everybody – bang – like a brick, and the rest of the show sounded as brilliant as it should have done. Luckily, most people present had been unaware of what had happened, but we left there somewhat bemused and disappointed. Thankfully, it didn't stop 'You Spin Me Round' from getting to No. 1 in the charts for two weeks in March 1985, after a slow start of 3 whole months hovering outside the Top 40.


1984 ended with us rounding off the Dead Or Alive album and starting the never-released Spelt Like This (SLT) album for EMI Records. Dave Ambrose was the A&R manager (later to become a good friend to Ian Curnow and myself), and famous for signing The Sex Pistols to EMI. SLT were managed by Tom Watkins, well known at this time for designing the marketing campaign for Frankie Goes To Hollywood and he had already managed a number of other artists over the years. Soon he was to discover the Pet Shop Boys and Bros, but during 1984-1985, he was concentrating on SLT. The band consisted of three guys who were really just puppets to Tom Watkins and his creative management style at that time. Gary was there for his singing and songwriting talents (limited) and the other guys were there for their looks and to make up the numbers. I'm not sure we ever used any vocals recorded, except those sung by the main singer, Gary. Tom Watkins, at that time, was a larger-than-life bundle of fun who would light up the room the moment he arrived. He usually had short, often shaved hair and a tremendous fashion-conscious style of dressing that worked well. Always charming – if you were on the right side of him – but very quick to turn if displeased or annoyed with anyone and anything.


The whole Divine project was a funny one, I think I only met him once in the upstairs studio at The Marquee. He was an amazing character and a real presence in the room – ever so friendly and a great sense of humour, and obviously, a very striking image. As the first artist that SAW had hits with, he is obviously a very important part of the story, not least because his records led the team to working with Dead Or Alive, who came in saying, "we want to sound like the Divine records". That led to the first SAW UK No. 1 with 'You Spin Me Round'. As always, there is an interesting background story on the business behind Divine and what happened between Proto Records and PW/SAW. John McDonald was based in the Proto Records office at the time (as was PW), and has an interesting 'fly on the wall' perspective…


“By the latter months of 1983, PW had moved into an office in Camden Town within the courtesy of Stiff Records. Peter Collins [PW's ex-business partner] had done a huge amount of work for Stiff up to that time, producing hit records for artists such as Roman Holliday, The Belle Stars, Tracy Ullman and Alvin Stardust, so perhaps that's why they were forthcoming with the office space. Then came a big surprise to everyone in the industry. Over the Christmas and New Year break, it emerged that Stiff Records was being taken over by Island Records and would move to west London – so PW found himself office-less.


Just a couple of blocks away, above a café in Kentish Town Road, was the home of Proto Records. Proto was a small, three-person operation – Barry Evangeli, Nick East and a girl named Emma. At the time, it was one of a cluster of small independent labels – including ERC, Record Shack and Fanfare – who specialised in dance music aimed primarily at the gay club market, from where it could break out and cross over to the mainstream pop charts. Although it was a small operation, it was a fully professional outfit, employing top radio pluggers (like Ollie Smallman), top-class club promotions company, Rush Release, and a major mobile strike force, Bullet, to get the records into the stores, face-to-face. Coupled with this was major distribution via PRT. In every way, Proto was a genuine rival to the majors and had one other advantage – Nick and Emma were a telephone sales team, meaning that they spent each day calling shop after shop, right across the country, selling in new releases or further copies of catalogue items. PW and Barry went back a long way and soon he had installed himself within the Proto building, which was two rooms on the second floor and three small rooms on the third. SAW's first work for Proto was the previously mentioned 'The Upstroke' by Agents Aren't Aeroplanes, but now Barry Evangeli was just about to give them their first hit record.


During Midem, in 1984, Barry Evangeli signed Divine (real name, Harris Glenn Milstead) to Proto Records. Ian and Nick Titchener, who owned and ran Rush Release, wanted to be in on the action, so they formed a separate company with Barry, In Tune Music, as an umbrella for all Divine releases on Proto. Then along came a wonderful song, 'You Think You're A Man'. The story of the record and its success has been covered elsewhere, but there are a few things worthy of note to add. SAW managed to get a really good vocal performance out of Divine, and in addition, it was one of the very first times that the full variety of Fairlight sounds were used, which made the record sound like a million dollars, compared to its rivals – especially on the dance floor.


The final ingredient for success was an offshore pirate commercial radio station called Laser 558. They played only pop records and spun many more per hour than the UK-based commercial stations. Hence they took the catchphrase, "Laser 558 – where the music is never more than a minute away" and attracted a huge audience and most important of all, you could buy plays on the station. Barry did so and Divine could be heard booming out over the airwaves, many, many times a day. It is also very important to note that the careers of two very long-term internationally successful acts – Dead Or Alive and Bananarama – were based entirely on the sound that this record created. I don't think you could say that about many pieces of vinyl.


Unfortunately, on the back of such huge success (and reaching No. 16 in August 1984), a severe bout of 'follow-up-itis' broke out, resulting in rows, recrimination and splits, etc. Finding a follow-up that is as good as its predecessor is a really big headache. Another cover version track was suggested, but a Stock and Aitken composition, 'I'm So Beautiful', was selected. The song was awful and nowhere near as strong as 'You Think You're A Man'. Barry had to fly to Germany (where Divine was on tour) to record the vocal – and the result was poor. Divine reverted to shouting the vocal rather than singing it – a really big backward step. Then 'remix-itis' set in. I can't remember how many times the record was remixed by PW and Barry – let's just say tons – and it was almost as if war had broken out over whose name would be on the main 12" mix. The final result was bad, really bad, and is one of the worst 12" mixes ever. Of course, the record was a big flop (No. 52 in October 1984), and everyone fell out badly. That was the last time SAW worked with Divine.”


I rounded off the year with my production for English Evenings – who were Graham Lee on keyboards and vocalist, Lee Walsh (Lee sketched the caricature of me on the opposite page). They were a great couple of guys from Leeds, and producing their album, 'After Dark' was a wonderful experience for me because we had the opportunity to record at Highland Studios at Inverness in Scotland, which was one of my favourite residential studios in the UK. I also completed the album, 'The Wreck-Age' for The Tygers Of Pang Tang, a heavy rock band, that couldn't have been further away from the SAW sound. It was a good creative contrast for me though, because the SAW sound was soon to dominate my life.


As we approached Christmas 1984, plans for the start of the PWL Empire and new PWL Studios were taking shape. I had been non-committal initially about joining them at the new studio, which I think worried MS and MA, because they had obviously been charged by PW one evening to take me over to the pub in Dean Street, Soho, to persuade me to leave The Marquee and join them in this exciting venture. I had already discussed this with my girlfriend, Frances, who was always there for me and supportive in every way. So although we had a flat together in Bethnal Green, with a mortgage and bills to pay, I felt compelled to leave my steady job at The Marquee and go freelance to join SAW in their new studio venture. I had an unexplainable gut feeling that this was the path for me to follow, regardless of how risky it sounded. Frances gave me her full support and almost before we took the first sip of our beers in the pub, I had already said to MS and MA, "Don't worry guys, I've already decided to join you. There's no persuading necessary". They were delighted and, needless to say, so was PW.


Next on the agenda was to celebrate what a great year we had had with the first official PWL Christmas meal for all involved. These annual celebrations were to become infamous in the future – each celebration out-doing the last, at bigger and more expensive venues. Very funny when we look back at it now, but quite a natural thing to do back in the affluent 1980s. 1984's Christmas Party was a quiet and sober affair at an Indian restaurant somewhere in South London, recommended by the keyboard programmer, Mike Gill, I believe. (Not as memorable as the Christmas Party in 1985, which I arranged, and was to go down in PWL history as being mentioned by PW in every subsequent Christmas speech. Hilarious!)

















Chapter 2


1985





This is a major year for our story because this was the year that PW decided to set up PWL Studios.MS states in his book that this was his idea and that he persuaded PW to do it. I can neither deny nor confirm that. PW does remember that MS was fiercely concerned that SAW should be independent and reliant on no-one, including studios like The Marquee. My side of the story is that I was contracted as an in-house engineer to The Marquee Studios for another two years from 1984 and that if I was going to leave with SAW to work with them at PWL Studios as their chief engineer, I was going to have to break my Marquee contract and face the consequences.


Before we got to the end of 1984, PW had moved his office out of the Proto set-up at Camden Town because he had fallen out with Barry Evangeli (over unpaid royalties was the rumour) and The Marquee had kindly found a desk for PW and his assistant, Nancy, upstairs in their offices. Now in early 1985, PW was threatening to leave The Marquee, with a number of poached staff – myself, maintenance engineer Mike Picking, and two assistant engineers – Stuart Brown and Rob Waldren. Stuart was a dark-haired, mild-mannered son of a Radio 1 producer, who was eager to please, and did his job well, but never quite fitted in at PWL. Rob had long dark hair and was easy to get on with, though a little naïve. He once turned up at midnight to a party at our flat in Bethnal Green, which had started at midday, thinking it impossible that we could be having a party so early in the day. Unfortunately, all the other guests had left!


Allegedly, PW owed The Marquee Studios money for unpaid studio time. It was not a pretty scenario for any of us to deal with. From my point of view, I compromised with The Marquee's managing director, Simon White, that I would carry on (somehow) to be available to do sessions at The Marquee and would bring in current clients, like Matt Bianco, at every opportunity over the coming year or so. Simon kindly accepted this offer and allowed me to leave without any financial penalty. I managed to fulfil this commitment, just, (and largely at weekends). The problem came some months later (Spring 1985) when we were installed in PWL Studios and PW came up to me one day and said that The Marquee were threatening to sue him and close PWL down! Not good news. If you've read PW's book, you will have an idea of how close he sailed to the wind financially in those early days. He had a very strange set up with the Allied Irish Bank who seemed to break conventional banking rules to support PW through thick and thin – and a good job too!


Advisors around PW in the early days at the new PWL Studios at 4/7 The Vineyard, London, were David Croker – a wonderful, blond-haired guy, who was very experienced, having worked for Elton John for many years. He was someone that everyone got on well with and all the girls wanted to date. He organised some great parties for us, but PW's erratic and disorganised way of doing business was obviously too much for him to cope with. There was also the very energetic and crazy Willi Morrison, a producer and publisher from Canada, who would never give you a straight answer, but was always full of energy and fun to be around, together with his production partner Ian Guenther – a mild-mannered, serious guy, with a strong Canadian accent, who didn't come into PWL very often. In fact, I believe it was Willi who found the premises at The Vineyard, which eventually became the site of the PWL Empire. Both David Croker and Willi found it very difficult to control PW and to stop him from just making business decisions on a whim. They both soon left. PW had also employed an accountant, Naren Shah, who again, was a very nice guy, but clearly had no grasp or experience of a small independent company like PWL, as he had previously worked at the extremely efficient RCA Records. Naren was a typical British office worker – always in a suit, strait laced, mild-mannered and determined to do everything by the book, which frustrated most of us tremendously and gave PW a shield to hide behind when the rest of us felt we weren't getting paid fast enough or fairly enough. Sheri Revell was PW's early assistant at this time and she did a fantastic job managing the studios and keeping us all in line. She was a short-haired blond, blue-eyed, bubbly character – always full of life and energy and liked to have a drink with the girls. She later married the mad-but-wonderful Greek accountant, Costas, who eventually replaced Naren.


Like many other financial problems, which PW would often talk about around that time, owing The Marquee Studios money seemed to sort itself out and get forgotten about, although not without a fair bit of pressure on PW and his financial and business advisors at that time. In fact, what happened was that David Howells, who came in during this year initially just to rent some spare office space, pretty quickly found himself deciding to help PW out of this financial hole by making an investment in PWL for a share of the company, which made him Managing Director of PWL. PW was always very good at concealing that pressure from the majority of the creative team, allowing us to get on with the task of making hit records. David Howells undertook, as MD, to set up a team of back office support for PW and the studio team and also to roll out the licensing of PWL-owned product around the world. David was a bespectacled, very well dressed and well-spoken businessman. David came with many years of industry experience, having worked for CBS Records and having run his own label (Gull Records) for many years, taking on various roles of A&R man, record producer, art director and graphic designer. Beyond helping to run PWL with PW, by negotiating deals and contracts, he also designed many of the record sleeves for the PWL Records artists (such as Kylie) and was often involved with the video production as well – sometimes to the frustration of the artists and studio staff – but nevertheless, it kind of worked!


Amongst the final decisions we had to take when setting up the new studio was which mixing console to install into PWL. For PW and I, it was a no-brainer, an SSL – the biggest and most popular UK high-end professional mixing console of the day and particularly popular with pop producers and record company A&R. In those days, one of the first questions an A&R person would ask you when you played a track for them in their office would be "was it mixed on SSL?" If the answer was "yes", they would smile and you would feel you were half way there to pleasing them. SSL was the first mixing console to introduce not only computerised automation for mixing, but also the ability to do a snapshot of the whole desk (see 1.08 in the Technical Section). PW had been approached by AMS/Calrec, who were one of SSL's UK competitors, to come up to their factory in Hebden Bridge, Yorkshire, to take a look at their new console and maybe work out a deal. SAW were riding high with the Dead Or Alive's 'You Spin Me Round' at No. 1 in early 1985 and PW felt obliged to go and take a look at the console before placing the SSL order, just in case! I was in the middle of producing the new Tygers of Pang Tang album, 'The Wreck-Age', in a small studio in Blackpool and agreed to drive across and meet PW on the Friday lunchtime at the AMS/Calrec factory.


The first thing they did was to take us down to the pub and make sure we had a couple of pints inside us before showing us the console. The demonstration was unconvincing and PW typically got bored pretty quickly and decided to wander around the rest of the factory whilst I was getting my various technical questions answered. Where is this leading, you may wonder, and why am I recounting such a boring story?! Well, 30 minutes later, PW came back and said to me, "Phil, you've got to come and see this, kid!" and he led me over to the climate controlled, insulated AMS/Calrec Research & Development section to show me where he had been for the last half an hour. Inside this area, the technical guys had been demonstrating to PW a new four-capsule condenser microphone they were making called the 'Calrec Soundfield'. It was being designed for classical recordings. PW was blown away with the dedication of the design engineers and the amount of care and work they were putting into the design and testing of this microphone. He saw an opportunity to turn it into something exclusive to PWL Studios and artists, as no other pop studios would be likely to invest in such a novel and expensive microphone. It cost £5,000 at the time. PW did a deal there and then that if they sold him the microphone for half price, he would reward AMS/Calrec with a credit on every record. This was an unusual idea and an offer that they couldn't refuse.


So, if you're one of those people who has always wondered why SAW records credited a microphone on the back of the sleeves (including the early Kylie records), that's the reason! For the eight years that I was at PWL, it was pretty much the only microphone that was used – from Dead Or Alive, Princess and Bananarama, through Rick Astley, Kylie, Donna Summer, Lonnie Gordon and the rest. PW would always insist, even on the Kylie records, that his promise to AMS/Calrec was kept. In fact, PW recently told me that he paid full price for that first microphone and we got a free second Calrec Soundfield when we opened the second SSL Studio – The Bunker – during 1986.


So 1985 started out very positively. With the plans for the new studio, the feeling was one of excitement, but also trepidation for people like myself who now had to come off the steady employee wage that we had been used to. We had been told by PW that he was not going to pay anyone's wages except Sheri's. Everyone else would be freelance and would only get paid an hourly rate for the hours they worked! It was, for a short time, financially a step back for me, but I instinctively knew that this was the right thing for me to do. When we first arrived at the Vineyard building, it looked very run down and was predominantly bare brickwork with green painted window and doorframes. The Vineyard and its associated buildings were set in a tiny alleyway style road that led to a cul-de-sac behind Borough tube station. The Vineyard building was an old power station, hence it had extra-thick walls for protection and safety, which made it perfect for a recording studio. The ground floor reception area was large, with windows from floor to ceiling on the side overlooking the Vineyard cul-de-sac and had double-entrance doors that were lined with metal. The reception desk was on the left-hand side as you walked through these doors, with toilets and showers straight ahead. There were stairs to the right of that, which led to the main upstairs SAW studio and offices. In fact, I had worked there some years previously when it was called The Vineyard Studios – and, as if by some strange coincidence, I had worked on a session that was financed by PW with a band called The Mad Shadows, whose keyboard player was my future production partner Ian Curnow. Its other core members were old friends from the Romford area, Trevor Steele on vocals and guitar and John Holliday on bass guitar. The Mad Shadows would eventually morph into The Escape Club and have a No. 1 record in the USA with 'Wild Wild West'.


When we arrived for the first time as the PWL team, the structure had changed considerably from how I had remembered it. The studio that I had remembered on the ground floor and sub-basement now appeared to have been gutted. The studio that we were to start in was on the first floor, where previously a photographic studio had existed. The landlord, David Myers, had chosen to build a new studio upstairs which was pretty much finished and acoustically ready for us to use, but contained no equipment, and he had basically run out of money to finish off the studio and the redesign for downstairs. So it was a perfect time for a new company and team like us to move in, take over and complete the project. The Spelt Like This (SLT) album was good from the point of view of bedding the studio in technically. The new Urei monitors were kinder on our ears, the SSL desk (E-series) was brilliant, there was a small amount of daylight at one end of the studio (a luxury in those days) and everything was going well, except the SLT album. We just couldn't seem to please either the manager of the band, Tom Watkins, or the record company, basically because the songs weren't good enough. It was especially frustrating for MS and MA, sitting there trying to make these substandard songs sound great, knowing that, given the opportunity, they could write much better songs themselves. The SLT album dragged on until April or May of that year and although there were disputes about money, it paid everyone to get started.


Around May 1985, SAW also took on another project for a major label (Warner Bros), producing songs for the band, Brilliant. The band had Bill Drummond as their A&R representative, David Balfe as their manager and Youth, the now well-known producer and former member of Killing Joke on bass. Youth, who I first met when he was the bass player in the original line-up of 'Killing Joke' back in 1979, was a lovely bloke, always easy to get on with. He was another music enthusiast who just would not be held back, yet at PWL, he was never too pushy – he just allowed things to happen as they went along. He had long dark hair, cheeky-boy looks and smile. Jimmy Cauty, who went on to form The KLF with Bill Drummond, was on guitar for Brilliant. Jimmy, with curly black hair, was an understated and underrated guitarist. He and Youth were always the best of mates and the rapport and respect between those guys and their A&R man, Bill Drummond, and their manager, Dave Balfe, was always very good. (A cartoon Jimmy sketched of us is over the page). June Montana, who was exotic-looking with a beautifully-controlled, soulful voice was on vocals. Again, it was the band writing the songs – not MS and MA – and although the band got some critical acclaim and success with the single, 'It's A Man's Man's Man's World' (No. 58, November 1985) and the rest of the album, 'Kiss The Lips Of Life' (No. 83, September 1986), the sessions were to leave MS and MA gagging to write some more songs of their own to produce with an artist of their own, which they hadn't really had a fair crack at since Hazell Dean, nearly a year before.


In the meantime, we had also recorded some tracks for a band signed to Arista Records called Danse Society, who were in a similar genre to Dead Or Alive, but less Hi-NRG. I had been tirelessly flitting between PWL and The Marquee Studios, doing projects like Matt Bianco's second album 'Matt Bianco' over at The Marquee, The Technos, produced for PRT Records at The Marquee Studios (A&R'd by Tilly Rutherford, soon to join the PWL stable) and I'd even squeezed in a couple of night sessions at PWL with the Pet Shop Boys, whom Tom Watkins had just signed to EMI Records. I co-produced 'In The Night' with them, which was to be the B-side of their planned first single, 'Opportunities', which initially flopped. The single got re-released later, following their huge smash, 'West End Girls', which was offered to PW to have SAW produce, but he turned it down. I guess it was because the SLT record had gone so badly. 'In The Night' went on to be the theme tune for 'The Clothes Show' on BBC TV. Arthur Baker in America eventually remixed it, and I still earn small amounts of royalties from it to this day.


Enter Princess and Supreme Records. I have a very strong memory of the first Princess (Desiree Heslop) record, made in June 1985, because leading up to it, there were the beginnings of a lot of frustration in the studio – for a number of reasons – including MS and MA being hungry to write another hit record, rather than just produce one, as described above. Desiree had been in the studio doing backing vocals on the Brilliant sessions and was a perfect choice to cut a record with. There was also a strong feeling in the building that the time was right to move on from the Hi-NRG sound of the early Dead Or Alive and Hazell Dean hits. It was a great sound, and one we were to come back to, but it was, at times, creatively limiting and not exactly rocket science. Record producer and radio presenter, Steve Levine recently demonstrated on the 2008 BBC Radio 2 programme, 'The Record Producers' featuring SAW, how easy it was with the right equipment to quickly reproduce the SAW/Dead Or Alive sound to good effect. The big dance sound of the day was soul (or the R&B records, as we called them), being produced in America by Jam & Lewis – tracks like 'Just Be Good To Me' by The S.O.S. Band – and that seemed the way to go for Princess. MS, MA and PW had discussed some 'plots' (these were basically other records that we would base the record on) and had come up with some very specific tracks to plot this record on. SAW were always very careful to have two separate tracks to plot from, one to base the song structure on and an entirely different record to base the groove (drums and bass) on. This was a very common way for us to work and very effective, because when people heard the final result, they would be hearing three different records – one influenced by a familiar song structure, one influenced by a familiar groove and the third being the 'new life' that the SAW song takes once it naturally moves on from those influences to find its own identity.


The other vital factor for the Princess record was a very simple one – PW went away on holiday for a week and left us to get on with it without any daily interference or influence, which would often frustrate MS and MA at times and had especially been the case during the difficult SLT album. So you had a coming together of all these factors at one time, making a very powerful force and, added to that, was a fantastic vocalist who was also full of enthusiasm to launch her solo career away from her regular gig of doing backing vocals for other artists. Princess was a petite and beautiful woman, with a big wide smile. She had a great classic soul voice and was always easy to get on with, leaving any pushiness required to her manager brother, Don – who once fleeced PW and David Howells for an advance on earnings from Princess's early successful records, claiming that they were living on the poverty line and Desiree had nothing to eat. PW and David were chatting in the PWL car park the following week, after parting with quite a few thousand pounds, when around the corner comes Don and Desiree in a newly-purchased white BMW. Nothing needed to be said!


It was probably the first time at PWL (and possibly the only time) that we spent most of a five day working week on one song only. It allowed time for MS and MA to really home in on what they wanted to achieve. There were a few other sessions happening that week, but the main concentration was on Princess. There were some great keyboard sounds from Andy Stennet, whom SAW had recruited for the Brilliant sessions and this record – because he had been working with Arthur Baker in America with his band, Freeez, and their record, 'I.O.U.' which had been a club smash on both sides of the Atlantic. Andy was a fun guy with huge amounts of energy and enthusiasm for modern dance records and he was to become a big influence on the SAW sound leading up to the Rick Astley records. He had long curly hair and would bound into the studio and jump onto the keyboard (metaphorically speaking!) and immediately impress us all with yet another brilliant idea or riff that would lift our struggling record. The guy had no limits to his positive enthusiasm or his ability to beguile with yet another brilliant bass line on the Yamaha DX7 keyboard. MA is a brilliant underrated guitarist and he played some sublime soul guitar licks on this Princess track, which became the smash hit, 'Say I'm Your Number One'.


PW came back the following week and was blown away. We probably made a few mix adjustments, but basically we had delivered exactly what he had hoped when plotting the record with MS and MA. He made an almost instant decision with David Howells and SAW that, rather than sell the track on to a major record company, PWL would keep control of it by inviting Nick East, (who was the Proto Records promotions guy and with whom SAW had previously worked on the Hazell Dean and Divine records), to set up a new label, to be based in the same building as PWL, with initial funding from PW. Nick decided to call it Supreme Records and it was the start of a very successful relationship between PWL/SAW/Supreme. Nick East originally came over with a team of staff, comprising his assistant, Katie, and radio and TV promotions manager, Golly Gallagher, together with PW's former assistant, Nancy. Basically, PWL licensed the recordings, territory by territory around the world. This was set up and controlled by David Howells. Later on in 1985, the Supreme Records team would move out of the PWL building and set up a completely separate operation in Camden Town.


That first Princess record did well in the charts, peaking at No. 7 in August 1985, which was a great result for everybody involved – Supreme Records especially. We kept it going by doing remix after remix – Remix Number 2 (aka H.R.H. Mix No. 2), Alternative Version, H.R.H. Mix No. 3, Short Version – in different current hit dance record styles of the time. This allowed DJs to mix in and out of the Princess song from almost anything else around. This was also to become a theme on subsequent Princess singles as the year went on, with SAW coming up with sillier and sillier remix names, like 'H.R.H. mix', 'PW Floater Mix' and 'The Final Frontier Mix', etc. There was also a slogan that PW came up with that kept appearing on these records, "Today's Sound/Tomorrow's Technology", that was trying to capture how PW felt we were at that time – i.e. ahead of everyone else in the game. It was also an early example of using a hide-behind-name for whoever was doing some of the extra mixes – usually myself and some of the assistants, like Jamie Bromfield, often headed by PW. Here, it was remixed by The Funky Sisters. Later it became The Extra Beat Boys. I was rarely, but occasionally, involved with The Extra Beat Boys mixes, which were generally Yoyo and Jamie, but the name was set up to allow it to be anybody, with PW overseeing them. Those mixes were often done late at night, with PW leaving instructions to call him down from his flat or up from the downstairs vocal booth (wherever he may have been sleeping), to check out the mixes. Another slogan that was used later on PWL Records releases was "The Sound of a Bright Young Britain". Almost overnight, we became the darlings of the commercial and trendy dance scene, neatly moving us on from the Hi-NRG gay scene for which we had catered for the last year or so.


As 1985 went on, projects included further single remixes for Dead Or Alive of tracks from their 'Youthquake' album – 'Lover Come Back To Me' (No. 11, April 1985), 'In Too Deep' (No. 14, July 1985) and 'My Heart Goes Bang (Get Me To The Doctor)' (No. 23, October 1985). SAW produced 'The Heaven I Need' by The Three Degrees (No. 42, October 1985), also released on Supreme, an act called Rin Tin Tin ('Shake It! Shake It!') that was unsuccessful, 'They Say It's Gonna Rain' by Hazell Dean (No. 58, October 1985) and 'Getting Closer' (No. 67, October 1985) by Haywoode, another soul/R&B artist. By the end of the year, I was co-producing Matt Bianco's second album, 'Matt Bianco' (reaching No. 26 in March 1986), as well as mixing Basia's first album, 'Time And Tide' (No. 61, February 1988). (Basia was the singer on the first Matt Bianco album).


It was also little talked about and little known that we (SAW, with myself engineering) did a remix for Elton John in November 1985. We were all big fans of Elton, especially myself. PW had done a great job in persuading Rocket Records to let us do a dance remix of the Elton John/George Michael duet track, 'Wrap Her Up'. Unfortunately, we may have been trying too hard because it wasn't really accepted by the label and was never officially released other than on a club promo white label (for DJs only). It's sitting gathering dust on a shelf somewhere!


A friend and neighbour of Frances and myself, Lesley Quinn, had opened a French 'nouvelle cuisine' restaurant in the East End of London on Columbia Street, called Quinns. Lesley was a fiery Glaswegian, with accent to match. She had wonderful blonde hair and a great smile, which would charm everyone in her restaurant. Frances and I got on really well with Lesley, as we had moved into our flats at the same time. She had a lovely golden retriever called Brook (named after the building we lived in) who we would often walk and look after for her whilst she was at work. There were many legendary parties at The Bow Brook, where Frances and I lived from 1983. So when PW asked around about ideas for where to hold the 1985 PWL Christmas Party, I suggested that my friend Lesley had this wonderful restaurant in the East End that we could take over for the whole night. PW jumped at the chance of having a whole restaurant to ourselves, so I booked it and it turned out to be a very bad decision. Basically everyone hated that style of food and once it was served up, the portions were too small for the likes of a traditional northerner like PW and I never heard the last of it until I finally left PWL in 1992. Subsequently, at every Christmas Party, PW's traditional speech would start off something like, "And this is a bit better than that paltry meal that was served up at the Christmas Party that Phil Harding arranged in 1985, when we all had to stop off at the fish and chip shop on the way home to fill ourselves up because we hadn't been fed enough that night!" Ho-ho. It became an annual standing joke that always got a laugh. Luckily I was happy to laugh along as well.
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